This paper aims to study a highly acclaimed English novelist Angela Carter`s The Infernal Desire Machines of Doctor Hoffmann (1972)(it will be referred to as Desire Machines from here on) and Elif Şafak`s Mahrem (titled The Gaze in English) (2000) comparatively by focusing on the similarities between these two novels in terms of themes, motifs and characters. Desire Machines and The Gaze are the novels of desire. These novels yield several feminist and psychoanalytical readings clustered around gender, sexuality, repression and body politics because of their explicitly sexually-laden contents. Differently from the previous approaches applied to the analyses of these novels, this paper aims to explore how desire, as imaged by consciousness in a Sartrian term, has been problematized in both novels by delving into the relationship between desire, consciousness, being, existence and imagination. Sartre explains that imagination or image function establishes an important dimension of consciousness. Sartre's account of the constitution of the imaginary by consciousness in an attempt to satisfy desire provides insight into the nature of desire through the lens of phenomenological and existential psychology. Desire initiates ontological journeys to explore different possibilities of being. From this perspective, Desire Machines and The Gaze can be read as the texts of the externalized consciousnesses of the two desiring male characters Desiderio and Be-ce as they imagine the possibilities of their beings to bring into existence their desired being through negation, nihilation and re/constitution.
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One very common definition of desire is based on lack and negativity. In psychoanalytic theories ranging from Freud to Lacan, desire is believed to be engendered by prohibitive and repressive law. Lacan explains that desire is constituted as a lack as a consequence of the repression and prohibition of an original experience of pleasure (1977a: 218-219) . Since desire is caused by lack, it calls for something to satisfy the lack. This lack that can never be filled gives the subject its own sense of being: "Being comes into existence as an exact function of this lack. Being attains a sense of self in relation to being as a function of this lack, in the experience of this desire" (1988: 223) . Hegel, Sartre, Hyppolite and Kojeve also view desire in terms of negativity, lack, a being without (Hyppolite, 27; Butler, 9) . Sartre states that the object of desire is posited either as absent, non-existent or as existing elsewhere: "The object as imaged is a definite lack; it stands out as a cavity " (2004: 126) . When looked at from this angle, the images Be-ce and Desiderio generate are just means for making the representations of objects of their desires appear to themselves in such a way that they can "see and possess them" since these objects are "absent or non-existent" (2004:116) .
On the other hand, critics such as Deleuze, Guattari, Nietczhe, and Foucault reject the repressive hypotheses according to which desire is viewed as negative, lack, law or signifier. In their highly acclaimed work Anti-Oedipus, Deleuze and Guattari harshly criticize psychoanalytical interpretations of desire since such formulations support bourgeois repression rather than aiming for genuine liberation. Hence, they put forward a new understanding of desire as positive, productive and emancipatory. When desire is defined as lack, this lack produces the fantasized object; thus desire becomes the production of fantasies. However, desire should never be reduced to the production of fantasy (26). Foucault also states that affirmation, not negation, marks primary human longings and he comes up with the concept of life-affirming, creative desires which can open up possibilities for novel experiences and meanings (1980: 144-145, 1985: 78-93 ).
Deleuze and Guattari point to the schizophrenic process of desire and develop the notion of desire/desiring-production. Schizophrenia offers the world of productive and reproductive desiring machines which are marked by the rule of continually producing production with constant fluidity and flowing without interruption in a free state (1983: 5-7) . Thus, desire, established as a machine in a world with desiring machines which are all connected to each other, is an outcome of a positive and generative process of production. At one stage of this production "lack is created, planned and organized through social production" as a consequence of concrete material deprivation (28). To put it differently, lack is deliberately created to organize wants and needs because of the abundance of production by the capitalist economy. It is possible that Carter has received the inspiration for Dr. Hoffmann's desire machines to generate and manipulate needs and desires from Deleuze and Guattari. Sartre differs from Deleuze and Guattari in that the production of desires is not related to real social production but rendered possible in the constitutive and creative consciousness by imagining, and the act of the constitution of images involves the irreal 1 production of objects of desire in Sartre's theory.
Desiderio`s and Be-ce`s desires have nothing to do with getting pleasure. Desire, with the act of imaging, feeds itself; yet, the objects of images made to appear irreally are far from fulfilling desires; they are just put to service to deceive desires and play at satisfaction temporarily, as Sartre
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International Periodical For the Languages, Literature and History of Turkish or Turkic Volume 8/8 Summer 2013 explains (1957: 397) . The dissatisfaction for desire is irrecoverable and irremediable, yet desirable. Lacan explains that the recovery of jouissance desire seeks is impossible because desire is always desire for the Other, which can never be attained (1977b:312, 317) . Similarly, Foucault, although he does not see desire as negativity, acknowledges the desirability of dissatisfaction simply because desire is stimulated and motivated by the impossibility of satisfaction (1983: 20) . Hyppolite is other philosopher who sees desire as an impossible project whose satisfaction is imaginary (in Butler, [91] [92] ). Desiderio's and Be-ce's desires can be studied as an ontological drive to come into existence, as Sartre puts it in Being and Nothingness: "man is the desire to be" (565) with the impossibility of ever being. So, it is the desire for the impossible, which enables desire to continue its existence.
The imaginary aspect of desire, "human desire as a constant way of authoring imaginary worlds" (Butler, 97) , has attracted a lot of attention in the discussions concerning the nature of desire. Desire seeks satisfaction always and only in and through the imaginary since it is not possible to fulfill desire on realistic bases. As Sartre states in Psychology of Imagination, the magical realm is an escape from the real for the fulfillment of the desire, which is, indeed, an improbable possibility. The world of desire is a "deconstructed world which has lost its meaning, a world in which things jut out like fragments of pure matter " (1957: 395) . The impossibility of realizing the imaginary in the real life leads to the irrealization of the world. Thus desire production is closely related to a fiction-making, an irreality-fabricating process. Sartre explains this irreality as follows "without doubt it is present but, at the same time, it is out of reach" (2004: 125).
The symbolic and allegorical representations of desire-to-be in The Gaze and Desire Machines contribute to the intensification of the effect of this irrealization function of consciousness. Such representations result from Şafak`s and Carter`s treatment of desire as inaccessible, shapeless and incomprehensible when expressed in the ordinary language. Since desire calls for a different medium of expression, they both write about desire by creating the language of desire. As Lacan repeatedly states, the language of unconsciousness provides insight into the language of desire. In the novels, the desire of the self and Other seeks expression in the form of displacements, discontinuities, metonymic significations, associations and substitutions. Thus, desire requires the transformation of the ordinary language along with the natural world so that it can make itself speakable and visible. Memiş Efendi, the unnamed female narrator, the circus, those who are displayed at the circus in The Gaze and Dr. Hoffmann, Albertina, the acrobats of desire, the centaurs in Desire Machines should not be treated as entities with physical existence but should be taken as symbols or the forms Be-ce's and Desiderio's consciousnesses produce and take on to thematize desire in concrete expressions.
The worlds Be-ce and Desiderio create as the representatives of their imaging consciousnesses call for intention, knowledge and feeling. The intention provides motivation and direction towards the production of imaginary worlds, and the act of creation requires knowledge. Sartre defines knowledge as "knowledge here is not simply knowledge, it is an act, it is what I want to represent to myself " (2004:57) . The knowledge of the characters derives from consciousness, it is the knowledge of the desire to be which urges them towards creating their essence, inner self and intrinsic value with the help of the act of imagination of consciousness. Sartre describes consciousness as an appeal to being (1957: 617) . Being includes being-in-itself, that is unconscious being and being-for-itself, that is conscious being. As the being-in-itself, man is the being "who is what he is not and who is not what he is" (617) and being-for-itself follows and depends on beingin-itself both in its origin and in its continued history because it is the nihilation and internal negation of the being-in-itself. Sartre formulates being-for-itself as consciousness that is not even conceivable, a lack of being, a desire for being, a relation to being. To put it in a nutshell, man himself is Being and Nothingness.
International Periodical For the Languages, Literature and History of Turkish or Turkic Volume 8/8 Summer 2013 At the beginning of the novels, Be-ce and Desiderio can be seen as beings-in-themselves who embark on an individual venture to strive for their beings-for-themselves. Man is continually in the process of making himself. Instead of being, he "has to be" since the for-itself is being in the mode of "choosing to be" by reaching a being that depends on a synthesis fusion of the in-itself with the for-itself. Hazel E. Barnes, in the introduction to Being and Nothingness, explains that the present being has meaning only in the light of the future self he will become: "he is the future toward which he projects himself but which he is not yet" (xix). The future self for Be-ce and Desiderio can come into being through the nihilation of being-in-itself. This negation is necessary because only by knowing what it is not, consciousness makes known to itself what it is: "As a nihilation, it is made-to-be by the in-itself; as an internal negation it must by means of the in-itself make known to itself what it is not and consequently what it has to be" (1957: 618). As Giles Gunn asserts, "modern man tends to view the encounter with 'otherness' …as a mode of access to possibilities of change and development within the self and the self's relation to whatever is experienced as 'other' " (1979: 188) .
Be-ce and Desiderio make their consciousness free so that it can exercise its power of nihilation with the desire for the constitution of otherness. For this undertaking, the characters first come to realize that they have the responsibility to attain freedom, which is followed by negation. Sartre's imagination cannot be considered separately from freedom. Desiderio and Be-ce liberate their mind from the world of perception consciousness. Consciousness is free because it is not enough. "If it were full being, then it could not be free to choose being" (Barner, in Int. to Being and Nothingness, xxiv) . Because of its insufficiency and its lack of relation with the real world, it is free to establish the relations with the world and objects with the being it desires. Consciousness realizes its freedom through its imagination function which refers to the irrealizing function of consciousness, as already explained in this paper. Be-ce and Desiderio, instead of escaping from the responsibilities of freedom, struggle against the anguish this sense of absolute freedom inflicts and they set out to appropriate being-in-itself to explore the possibilities of their beings. Sartre explains this process as follows: "In order to imagine, consciousness must be free from all specific reality and this freedom must be able to define itself by a being in the world which is at once the constitution and the negation of the world" (1957: 269).
For the imaginative realization of the possibility to choose a being, Be-ce duplicates and irrealizes himself in the shape of the unnamed female character and Memiş Efendi, and Desiderio in the form of Albertina and Doctor Hoffmann by "constituting, isolating and annihilating" (PI 181). They assume schizophrenic psyche by denying the reality of their present world and by letting irreal objects take possession of their world and then by projecting the irreal images of mental imagery into the world of perceptions. This is a way for them to externalize the objects of their imaging consciousnesses into works of art by authoring Desire Machines and The Gaze. That is to say, the contents of their imaging consciousnesses are projected in symbolic and irreal forms to be experienced as fiction. As Sartre states, the work of art is an irreality and "the aesthetic object is constituted by an imaging consciousness that posits it as irreal (2004: 191) .
As for the female characters, they are portrayed as stimulating and tempting power for the discovery and experience of the desire for the male characters in their existential pursuits. Desiderio constructs Albertina as an automaton and lets her haunt him with her visitations on the verge of sleep as an effect of his imaging consciousness to indulge with the constitution of the being. When he suggests "I was entirely Albertina in the male aspect. […] Because I know I looked like Albertina" (199), he points out that Albertina is his being-in-itself. Albertina, as his being-initself, guides him for his future self by leaving imperatives written in lipstick for him: "Be Amorous", "Be Mysterious", "Don't think, look", "When you begin to think, you lose the point" (26). When Albertina appears in different forms and disguises, he is exposed to different versions
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of his negated selves, what he is not and what he may be. The female narrator in The Gaze fulfills the same function and gives inspirations and encouragement to Be-ce in his endeavor for selfrealization. The negation of Be-ce's being and body is revealed through the incompatibility and incongruity between dwarf Be-ce and the extremely overweight narrator who meet accidentally and become lovers. Since the female narrator functions as Be-ce's being-in-itself, both are marked by an air of eccentricity and deviance and they do not fit into the existing categories of male and female; Be-ce is too small, too thin and too weak to be a male whereas the narrator is too huge, too fat and too tall to be a female. Desiderio brings death to Albertina, and Be-Ce kills the spirit of the unnamed narrator beyond recovery at the end of the novels. Since the female figures function as the being-in-itself, their destructions should be taken as the nihilation and negation of the being-initself for the sake of the being-for-itself, as Albertina puts it: "Destruction is only another aspect of being" (186). When Desiderio kills Albertina, he feels liberated since his desire pushes him to conquer his fear of freedom and enjoy it: "I felt the uneasy sense of perfect freedom" (217).
The relationship between Dr. Hoffmann and Desiderio also deserves close attention. Hoffmann and his desire machines are Desiderio's own doings, products of his desire and consciousness to be faced with his own self-estranged self, his Other. The master-slave relation of interdependency between Dr. Hoffmann and Desidero can be explained through Hegel who, in Phenomenology of Spirit,explains desire in terms of the relation between the lord and bondsman with each functioning as Other to the other. The lord depends on its Other, the slave, and his labor for enjoyment since he grows dissatisfied with his life of satisfaction, and he gains this enjoyment through the consumption of the labor of the slave. Likewise, Desiderio, the bondsman, depends on his lord as the source of negativity for self-actualization and celebrates the world of alterity but with extreme fear and anguish. Desiderio's strong resistance against Hoffmann's transformations discloses his difficulty overcoming his bad faith and his refusal to be. Hyppolite states that "this refusal to be must appear in being; it must manifest itself in some way " (1974: 167) . His refusal to be is also manifested in the form of the Minister who tries to defend the city against Hoffmann with his commitment to reason, logic and reality.
There does not exist such a master-slave relationship between Be-ce and the imaginary creator of the circus, Memiş Efendi who certainly enables Be-ce to see and examine his own being as an outsider. Since they originate in the same consciousness, Be-ce and Memiş Efendi reflect each other. Both are extremely smart, curious, inquisitive and bizarre. Moreover, like the narrator and Be-ce, Memiş Efendi is characterized by strangeness which comes along with his birth. His mother, after having given birth to six daughters, applied to a lot of magic to have a son. As a baby of magic, Memiş Efendi did not cause any pain or trouble to his mother during his birth. However, there was something so strange and disturbing about the baby that people could not take their eyes off its face from the first moment they saw it. It was not crying. It was not moving. The face of the baby was almost transparent. Its mouth, nose, eyebrows, eyes were not there on his face but only their shadows. The baby came out as liquid in the form of a drop of a candle. The aunt, after realizing that it was becoming solid every passing minute, decided to give shape to his face before it became too late. She drew a mouth, nose, eyebrows but she did not have enough time to draw the eyes. What she could do instead was to draw two straight lines in the place of the eyes. So, what makes him out of the ordinary is his eyes. There are also many references to Be-ce's bizarre appearance and eyes which indeed signify the embodiment of the realm of the marvelous.
Şafak and Carter make use of the fantastic mode to offer the alteration of reality and the sphere of the impossibility with surrealistic touch. They favor the faraway, exotic east to situate the unreal, unreason and magical. Desiderio, after his city of reality has been destroyed, travel to such places. Moreover, such settings function as the home for the people who are put on display in the circus in Şafak's novel. Surrealism restructures and transforms the world to bring it closer to the
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states of the unconsciousness and dreams, setting the world in tune with human wishes and desires. Conscious and unconscious are united in such a manner that the fantasy world of desire is carried into everyday rational world. When imagination is liberated from the restriction of consciousness, Hoffmann produces his images along "the obscure and controversial borderline between the thinkable and unthinkable" (22). Desiderio describes his otherness, the imaginary Doctor, as the man "who wanted to establish a dictatorship of desire" (212) in a real world by generating an alternative world where all the objects are "emanations of a single desire" (14) to have to be and to choose a being, as explained above.
Similarly, Be-ce's dreams of Memiş Efendi as the agent of irrealization refer to the wishfulfillment function of the dreams which are paths leading to the desires. When Be-ce reveals that his dreams connect him to the neighborhood where he spent his whole life, it is clear that his beingin-itself is strongly rooted in this history which should be carried into the future self, his being-foritself. The female narrator in The Gaze also escapes into the fantasy world of her dreams in order to see by being invisible to the seeing eyes. Madame de Marelle, the mother of the circus character Anabelle, is another character in the novel who denies the reality of her world to consummate sexual love with her imaginary lover since she is sexually, emotionally and spiritually dissatisfied in her marriage love.
The relation between desire and un/consciousness raises several controversies which bring us to the problematic relationship between self and other. Unlike Hegel who maintains that desire reveals and expresses consciousness, Lacan focuses on the opacity of desire which obscures and masks consciousness. The desire to reach the self through the otherness of the self has long been discussed, and many have contended that estrangement through the Other characterizes the life of desire. Lacan sees the unconscious as the Other while in Phenomenology of Spirit, Hegel defines desire as self-consciousness (167). In this sense, desire is a longing for unity between self and Other because self-consciousness is reflected in and through the Other. Hegel views the Other as the alienation of one's own possibilities, alienated version of the self. Self-consciousness comes out of itself and it loses itself, and then it finds itself as an other being and in this other he sees its own self (1977: 178) . Consciousness discovers that whatever it possesses is possessed by its alterity, and Hegel's subject desires to explore this realm of alterity of Other as a reflection of itself: "I distinguish myself from myself, and in doing so, I am directly aware that what is distinguished from myself is not different from me […] It is true that consciousness of an 'other', of an object in general, is itself necessarily self-consciousness, a reflectedness-into-self, consciousness of itself in its otherness" (164). Thus, self-actualization is possible only when the subject faces what is different from itself. Hegel's journeying subject goes through several self-alienations which are necessary for the pursuit of self-knowledge, metaphysical knowledge and self-revision: "it is always the desire-for-reflection, the pursuit of identity in what appears to be different" (7). It is obvious that Hegel and Sartre are in tune with each other in their accounts of the function of the Other for the self and being.
At this point, it is essential to highlight the significance of gaze to be recognized and to exist. The Gaze and Desire Machines are about eye, seeing and being seen, watching and being watched, vision, visibility and invisibility. Jackson states that modern fantastic deals with the problems of vision and visibility, "many of the strange worlds of modern fantasy are located in, or through, or beyond, the mirror. They are spaces behind the visible, behind the image, introducing dark areas from which anything can emerge" (1981: 43).Şafak and Carter employ vision not only for its transgressive function to distort and subvert the reality but also for the expression and the actualization of the desire to be.
Todorov and Jackson contend that vision and its problematization are closely related to the images of self in a fantastic text. In Psychology of the Imagination, Sartre points out to the fact that the desire to be refers to the desire to be known. The process of being/becoming is initiated and helped out by the desire and look of the other. Gaze gains importance in the context of Being-forothers as well. According to Sartre, the experience of being seen leads to the experience of seeing.
The seer who occupies the position of defining objects and others exterior to itself lacks its own being and paradoxically searches for its own definition: "I grasp the Other's look at the very center of my act as the solidification and alienation of my own possibilities " (1957: 263) . When the body is seen by the other, you experience it as an object for the other and discover that you are vulnerable to the other who may hinder your possibilities for action. When you see somebody look at you, you perceive him as subject but when you look at him, you perceive him as object. This unstable shifting of subject and object positions help Be-ce and Desiderio to experience different forms of their beings in the transition from being-in-itself to being-for-itself and to being-for-others
Glass and mirror images are recurrently employed in The Gaze and Desire Machines. Jackson explains that fantastic literature uses mirrors, glasses and eyes "which see things myopically, or distortedly" in order to create the vision of alterity by transforming the familiar into the unfamiliar; the resulting effect is `replaced` and `dislocated` reality, which helps to intensify the effect of transformation and subversion and bring the unseen of the culture in the foreground (1981: 43). Mirrors and glasses enable the characters to attain the positions of both a subject and an object at the same time. When they see themselves in the mirror or glass, they are reduced to mere objects to be seen and gazed by themselves as subjects. On the first night Memiş Efendi married, he broke the mirror which showed his strange face to himself after he was looked at by his wife. At that night he looked at himself more than any other time in the way he never looked at himself into the mirror. He wanted to disappear but he never escaped from the bodily form he was trapped and doomed in. Moreover, the narrator hates looking at herself into the mirror because of her hideous body. The experiences the narrator and Memiş Efendi have gone through divulge the feeling of anguish Be-ce suffers from in the process of existing his being. Be-ce has to recognize his separate and independent body and being by assuming the freedom and responsibility to create his own essence. He takes the courage to get out of himself to look at his being-in-itself at a distance with an estranged eye. This imaginary encounter between the being-in-itself and the being-for-itself takes place in the novel when Be-ce's camera through whose lens he observes the world, people and events in his search for his Otherness focuses the narrator. His taking her photos can be taken as an attempt to get fused with his being-in-itself. On the other hand, Memiş Efendi's act of looking at himself into the mirror refers to Be-ce's effort to meet with his Other.
In Desire Machines, Albertina also uses the metaphor of a mirror to illustrate the confrontation between the being-in-itself and the being-for-itself in Desiderio's consciousness: "There is the mirror and the image but there is also the image of the image; two mirrors reflect each other and images may be multiplied without end. Ours is a supreme encounter, Desiderio. We are two such disseminating mirrors" (202-203). The underground laboratory where desire generators are located has mirrored walls and floor which serve as a vehicle to place the characters in the double contradictory positions as the seer and the seen. "The men were infinitely repeated everywhere I looked and now eighteen and sometimes 27 and, at one time, 36 brilliant eyes were fixed on me with an intensity which varied according to the distance between the images of the eyes and their originals. I was surrounded by eyes [...] I was trapped. I could not move. I was filled with impotent rage as the wave of eyes broke over me" (117). Eyes also function as a mirror and Desiderio observes that the Count keeps him in his accompany to see his own image into the eyes of Desiderio: "Was I his observer, whose eyes, as they watched him, verified his actions? Did his narcissism demand a constant witness?" (119).
The Gaze opens with the narrator's act of seeing a flying balloon which exists as long as it is seen and which ceases to exist when it is out of sight: "I was seeing a flying balloon in my
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dream" (7). This opening sentence informs the reader about the imaginary aspect of the narration in advance. The objects of the imaginary experience Hoffmann's peep-show and Memiş Efendi's circus display are actualized through the act of looking which creates the impression that the image has some kind of existence through their continuous appearance. As Butler maintains, the concept of knowable and static reality is established and maintained through the naturalization process in which the action is repeated over time. What is displayed is real as long as it is seen, when one stops looking, it becomes a reflection of the imagination. While Desiderio is watching the show of the acrobats of desire, he is told that "Everything depends on persistence of vision" (107).
In The Gaze, the world is presented as a big stage to be seen where everybody is visible to everybody and everybody watches everybody. In such a world, one is always under scrutiny, being followed by pairs of eyes. Be-ce grasps the importance and function of seeing and being seen. He thinks that our life, all our happiness, miseries, obsessions, even our existence are all about seeing and being seen (86). Be-ce also undertakes the task of writing a dictionary of linguistic defamiliarization which includes the words and terms that are related to seeing, vision, sight and visibility.
What catches eye and what is most worthy watching in this imaginary world is not the ordinary, the familiar and the regular but the different, weird and irregular that consciously or unconsciously, knowingly or unknowingly defy all the established rules and go beyond the existing categories. People cannot take their eyes off Be-ce's eyes which are so odd and expressionless. Since Be-ce is aware of the fact that being seen leads to seeing, he gives poses with his cherry cloak first in the art gallery and then lets his naked body gazed by the students of art. Although the narrator cannot understand how and why Be-ce can display his body to the eyes of strangers, the answer is in fact quite simple. Be-ce needs the Other's gaze to come into existence and his existence is maintained by this gaze of the Other. His physical body makes it possible for him to be seen by the Other since his body gives him the factitity of his existence in the world. To put it differently, his body comes into existence when his being-for-itself establishes relations with the objects in the world. That is why Be-ce insists that she also display her naked body. Being an object for the other is essential to establish a relation between the self and the Other. Once she recognizes that she has a body, she will come into existence.
However, unlike Be-ce, the narrator suffers from the fear of being seen, being scrutinized and pointed out by the curious seeing eyes. When she was a small kid, the grandmother imposed on her the idea that she is constantly being watched by god (185). Although she was a slim child, she started to gain weight after she was sexually abused in her childhood and every year she has become fatter and fatter. She feels uneasy, disturbed and frustrated whenever she is out in public and exposed to the gaze of the strangers since people are always conscious of her outer appearance. However, although she does not like being seen, she is very much interested in seeing. She has bought a purple sun shade and purple sun lounger for the terrace to watch people coming up and down the hill instead of being seen by others (162). As Be-ce's being-in-itself, her escape from the eyes discloses the on-going tension between the being-in-itself and the being-for-itself in Be-ce's consciousness, which results from the fear his responsibility to have-to-be causes.
In Desire Machines, Desiderio posits himself as the object of gaze. In his pursuit of being, Desiderio is initially confronted with the gaze of Albertina, his being-in-itself, several times to be brought into existence. Then, like Hegel's subject, he gets out of himself and finds Dr. Hoffmann as his Other looking at himself. Desiderio is also exposed to the gaze of the peep-show proprietor during his sexual intercourse with Mary Anne (62).
The restless, dissatisfied and inquiring subjects, Desiderio and Be-ce act both as the seekers and the creators of desires. In their existential projects, they use people and places as a pilot ground to experiment with the desires of the others for self-reflection. They create tools of vision,
Turkish Studies
International Periodical For the Languages, Literature and History of Turkish or Turkic Volume 8/8 Summer 2013
Desiderio with the desire machines of Dr. Hoffmann, and Be-ce with the circus of Memiş Efendi, in order to open the doors of reality into the fantasy world of desire where self-estrangements and confrontation with the alterity of the Other can be experienced.
Be-ce/Memiş Efendi and Dr. Hoffmann/Desiderio are both attracted to the idea of the circus and traveling fairs to present an alternative world. Desiderio joins a touring country fairs and carnivals with a small theatre which has no actors but offers a peep-show, that is, moving views which are the exact replica of the real life in three dimensions. Like the circus, the traveling fair has its own world with no identifiable or recognizable geographical location or temporal situation. The location is of significance in both novels, though. The tent in The Gaze is situated at the top of a hill and the Doctor's castle at the top of the cliff in the mountain to oversee the rest of the world and to be seen from every angle. Dominating the view, they function as the observatory.
Since desire has the urge to construct its object by de-realizing the world, the circus and the peep-show transgress the principles of reality and distort time and place by presenting alternative forms of existence including disintegrated, metamorphosing bodies and bizarre characters. The concept of complete, static, coherent, indivisible human has been shattered. Lacan, Deleuze and Foucault reject Hegel's assertion that the aim of desire is a self-sufficient, autonomous human subject; on the contrary, they assert that desire underlines the impossibility of the coherent subject. Be-Ce transgresses the boundaries of reality in Istanbul through the circus while Dr. Hoffmann's desire machines, with the peep-show, alter the orderly and static City of Reality into an everchanging City of Fantasy where everything is uncertain, ambiguous and unpredictable. The circus and the desire machines operate on imagination, and they present images, namely the objects of desire as not-existing, "presence-within-absence" (Butler 113 ) through the process of otherization. This otherization becomes possible by removing established, fixed and stable categories and boundaries; so, Desiderio and Be-ce challenge all the existing structures, organizations and forces which repress desires to enjoy the multiplicity.
Desire machines and the circus prioritize the principle of transformation and the processes of mutability and continuous improvisation just like the model proposed by Deleuze and Guattari in Anti-Oedipus. With desire machines, Deleuze and Guattari also aim to free desire from all unitary and totalizing systems. For desire to be liberated, the real world should be destroyed and deterritorilized, and this is what happens in both novels. Be-ce and Desiderio celebrate proliferation, disjunction, juxtaposition, multiplicity, difference, flow, mobility and diverse combinations by rejecting uniformity, unities and systems. Deleuze and Guattari use scientific terms like "body without organs" to highlight the fluidity of desire. This fluidity can be seen in a shape-shifting motif in both novels. Albertina's substance is so flexible that she can easily transform her sex and bodily form: "she began to melt like a woman of snow. As I was holding her, she grew less and less. She dissolved. Still weeping, she dissipated into the air." (137). She appears in disguises several times and dresses up as a soldier, as a male ambassador and as the Count's valet. Be-ce's and the narrator's cross-dressing can also be taken as an example for such fluidity.
The peep-show the desire machines offer consists of countless small boxes, each of which contains the models, slides and pictures of men, women, beasts, scenes of every conceivable type, they are all magnified through the lenses of reality modifying machines to life-size to concretize desires. When properly arranged, the images can represent all the possible situations in the world and every possible mutation of these situations: "everything it is possible to imagine can also exist" (96). They are never the same when looked at twice since the sightless, blind peep-show proprietor constantly changes the samples.
Along with the liberation of the un/consciousness and irrational by the peep-show, Desiderio's city enters in the dynamic process of redefinition which is constantly changing since "it
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International Periodical For the Languages, Literature and History of Turkish or Turkic Volume 8/8 Summer 2013 was now the kingdom of the instantaneous" (18). This sensual world of mutability and fluidity provides access to different layers of consciousness, all at the same time. The peep-show proprietor underlines the fact that nothing can be brought to completion since everything is in process of becoming: "Nothing […] is ever completed; it only changes (99). The linear and straightforward time is also dissolved to create "dimensionless time", that is nebulous time (215): " 'I shall go to the city tomorrow,' said the doctor, 'and since time will be altogether negated-' '-you will arrive yesterday' " concluded Albertina. Nebulous Time is elastic, fluid, stretching out to eternity (103), referring to a period of absolute mutability. In this timeless place outside the world of reason, the sense of directions is removed as well so that people can be in any place in any time they want: "The Doctor has liberated the streets from the tyranny of directions and now they can go anywhere they please […] He also set the time pieces free so that now they are authentically pieces of time and can tell everybody whatever time they like" (33). When Desiderio gets outside the formal rules of time and place (166), he explores the reign of the marvelous, a country full of jeweled birds with faces of young girls (168), centaurs, flesh-eating flowers, a semi-tropical forest where everything is in constant movement and continually transforming with cherries which perfectly resemble a pair of female breasts and a headless body of a mutilated woman in a pool of painted blood. Carter also creates alternative worlds like The Bestial Room and The House of Anonymity where the boundaries between the living and the non-living and human and animal are removed.
Most of these images are related to sex and body since the reality modifying machines operate on eroto-energy created by practitioners or acrobats of desire (216, 215) who are given hormones to do so. Acrobats of desire are important to display how desires can be objectified. They are able to transcend their own bodies and identified with the nakedness and the marvelous: "To enter their circular arena was to step directly into the realm of the marvelous […] they created all the images that the human body could possibly make -an abstract, geometrical dissection of flesh" (113). They live in the brothel, House of Anonymity, built in the gothic style of the late 19 th century. This house is described as "a refuge for those who can find no equilibrium between inside and outside, between mind and body or body and soul, vice versa" (132). The House of Anonymity is the place where people put away themselves when they put on their masks to consummate their desires. There are a lot of metamorphosed beings, most of whom are females (to problematize patriarchal definitions of man and women, masculinity and femininity) including one leafy girl, another girl with many faces, one on the top of the other so that her head opens out like a book, page by page and a girl with wings. A twelve-year-old alligator man lives in a glass water with the neck immersed up and stares at those who come to stare at him with an unblinking malice (111). A very skillful shooter, Mamie Buckskin is a lesbian and in love with guns with a collection of rifles, pistols and revolvers: "a fully phallic female with the bosom of a nursing mother and a gun, deathdealing erectile tissue" (108). Madame le Barbe, who recognizes Desiderio as desire, is the virgin bearded bride with her chestnut moustache with an uncommonly maternal nature. In each room, there are also prostitutes kept in cages and they stand like statues with the mask on their g-faces and with their bodies naked. All these figures present a dream-like fusion of diverse states of being, blind and speechless beings (133).
While desire machines send constantly changing images, Be-ce's imaginary circus displays the same creatures everyday. The idea of a circus comes to Be-ce when he fails to come to terms with his bodily form and when he realizes it is out of the question to change his body in the real life. He later observes that people around him are not happy with their bodily shapes either. His eyes, the mere cause of his strangeness, his isolation and his unhappiness, have ruined all his life, turning him into a desperate, miserable and hopeless man. Paradoxically, he has discovered that he can get more than what he has lost by means of his own eyes. In order to resolve his conflicts, he sets out to address eyes because people are attracted to those who/which appeal to eyes. By seeing what others cannot see but desire to see, he challenges their contagious blindness (47). He offers a
International Periodical For the Languages, Literature and History of Turkish or Turkic Volume 8/8 Summer 2013 world to be seen, Pera, a huge, gigantic tent where he can create and choose his way of being among the possibilities by discovering what he is not. For the sake of self-detachment, Be-ce brings together strange-looking and unique characters into his circus. Hence, those who are displayed at the circus function as mirrors reflecting different versions of alienated self of alterity to Be-ce.
The circus has two doors, the west door is for females and the east door is for males. Whereas for men he shows the beauty itself, for women he shows what they like seeing most, the ugliness itself since women have no tolerance to see females who are brighter, more sparkling than themselves. In fact, what they are shown are just different possibilities their beings can take on when negated. All the women who appear on the stage have shapeless, deformed, distorted, ugly and dreadful bodies, emanating the feelings of abhorrence, disgust and fear. Each time a new woman appears on the stage, a degree of ugliness aggravates and the audience knows that the worst is the last to come. The show starts with a woman with a mask. When she takes off her mask, all the audience gets surprised because her real face is the same as the ugly, formless, deformed mask itself. Then three sisters, each of whom is more repulsive than the other, come to the stage. Another appalling woman imitates destructive nature including the tempest, flood, draught, fire and earthquake with puppets. But all these women gather together at the circus to see the ugliest creature in the world, the most deformed girl, Sable girl, whose upper part of the body is human and the lower part is animal. She watches the eyes which watch her and see her being watched and seen. After being exposed to all nightmarish appearances of the displayed women, the watchers get acquainted with their negated selves.
In the eastern part of the circus, it is possible to see all kinds of men in different professions, shapes, colors, from different nations and cultures, with different personalities, skills and abilities. What brings them together in the circus is the wish to see la Belle Anabelle, a unique nymph of a poisonous forest. Before they enter the circus, they stop and look at the blue sea and perceive it as a womb with a desire to be inside to travel to faraway places they have never been to. This reveals their willingness to explore the magical realm to exist their being through the process of nihilation and negation. The show starts with the woman with a magnificent and splendid mask (129). When she takes off the mask, her face is seen to be exactly the same as the mask. Then a small woman appears within the red poppy field, dancing with the rabbits running and butterflies flying (129). She is followed by three sisters, each of them is more beautiful than the others. When it comes to Anabelle's turn, all the men get shuddered since after all the beauties they have seen, they will see the beauty beyond comparison and imagination. Each man sees the image of love they want to experience in the face of Anabelle (136-137).
All the characters displayed both to men and women in the circus have something in common. They cannot sing, they cannot dance, they cannot act. They are just bodies with no talents, abilities or skills. They have no boundaries, no sense of belongingness to somewhere or somebody except for the bodies to show. In this sense, they signify the nothingness of being. Be-ce constantly imagines this circus because he is possessed by the desire to bring negotiation between being and nothingness.
These strange characters in both novels inevitably remind us of different traditions of human displays at carnivals, freak shows and at other occasions in the 19th century as well. After the discovery of new places, many new exotic creatures including human and nonhuman were discovered and sent to Europe and America to be exhibited towards the end of the 18th century. Along with animals, exotic humans were also put on display, mostly in inhuman conditions, as Altick explains in The Shows of London. These shows of human were a matter of power and control. These displays give a privileged position to the seer over the seen. Since these shows are taken as the allegorical representations of existential process Be-ce and Desiderio undergo, they Apart from what has been discussed above, the last issue that needs to be touched on before I wrap up is sexuality. Too much sexuality in the novel shows that desire cannot be taken only as existential desire but as sexual desire at the same time, as Sartre does in Being and Nothingness. To Sartre, sexual desire is expressed in the act of imagining the Other, and it is the revelation of the being-for-itself to capture the Other's subjectivity. Desiderio goes through several erotic experiences in his interactions with this Other as imagined in different forms and shapes. In Sartre's view of sexual desire, sadism and masochism are the inevitable possibilities of sexual encounters. Foucault also maintains that the master-slave relation is eroticized through sadomasochistic jouissance. This kind of relationship can be observed not only between Desiderio and Albertina but also between Desiderio and other female figures. The cases of rape and sexual assault are widespread in both novels. Just like the narrator in The Gaze, Desiderio and Albertina are exposed to sexual violence and raped by the acrobats of desire, Moroccans, who were "inexhaustible fountains of desire" (117) and centaurs (180). Albertina confesses that she is raped by every male centaur, mythic beast in the village as the consequence of the "emanations of her own desires, dredged up and objectively reified from the dark abysses of the unconscious" (186). These incidents of rape happen as projections of unleashed desires of the unconscious. Apart from Albertina, Aoi and 17 year old Mary Anne also indicate Desiderio's efforts to capture the subjectivity of the Other. A nine-year-old, female kid, Aoi, is given to Desiderio as a child bride by the river people. Although he first thinks she is too young to marry, he does not abstain from enjoying sex with her. He describes Aoi as an "erotic, giggling toy" (80-85). He also has sex with Mary Anne who describes him as the desired (54) while she is asleep and having a dream about a love suicide. This eroto-energy comes out of reciprocal love and desire. Albertina defines this experience as "the synthesis of dream and actuality. […] It is a direct durationless, locationless, progression towards an ultimate state of ecstatic annihilation" (202).
In conclusion, whatever seems happening in the external world and whatever the characters have experienced are brought into existence as effects, projections and objectifications of the desires of the imagination consciousnesses of Be-ce and Desiderio in Desire Machines and The Gaze. In the ontological journey they take with the obligation to be by encountering the negated self, they transform the real worlds of perception, which is, indeed, desire's willful selfestrangement in imaginary consciousness. Desire goes hand in hand with the exploration of the realm of Otherness. Be-ce, with the circus, and Desiderio, with the desire machines, create the Other as alienated versions of their selves to discover who they are not. They strive to translate this nothingness of the being into a recognizable, livable and possible experience. For this purpose, they make the consciousness of their negativity external and visible by projecting the images of desire onto the world to provide an opportunity for themselves to create the synthesis of the being-in-itself and being-for-itself. However, this is an endless process which cannot be brought to completion since man is always in a process of becoming. Be-ce and Desiderio who are embedded in the allegorical narrations represent all of us who are burdened with the responsibility to undertake this existential project with no prospect of success. The futility of this attempt yet does not diminish the importance of this undertaking at all.
